Introduction: Le Corbusier, the Arts, and the Media
In November 1921, issue 11-12 of L'Esprit Nouveau featured an article entitled "Toepffer, précurseur du cinema"
1 . Signed by De Fayet, a penname shared by Amédée Ozenfant and Charles-Edouard Jeanneret, it vindicated the figure of Rodolphe Töpffer, and was accompanied by a selection of comic strips from Monsieur Pencil (created in 1831 and published in 1840), and Le Docteur Festus (1831/1846). Töpffer, born in Geneva in 1799, had been a Swiss schoolmaster, playwright, journalist, pedagogue, and painter who ran a boarding school for boys and was later was appointed Professor of Literature at the University of Geneva. A most prolific author, he published several children books, essays on art practice and theory, short and full-length novels, travel books focused on alpine excursions, and even an Essay on Physiognomy (Essai de physiognomonie, 1845). Literary success notwithstanding, Töpffer finally made his way into History books mostly due to his role as the Swiss father of comics 2 . Starting in the 1930s, Töpffer, who used to entertain his students with short stories and caricatures, began to produce a series of 'histoires en estampes ' (literally 'stories in prints') . He produced his 'literature in pictures', which he printed through autography, a variation on lithography that allowed him to draw on specially prepared paper with a pen. This cheap and fast technique fostered the creation a lengthy series of 1 I am indebted to Stanislaus von Moos, who pointed me towards his essay "Voyages en Zigzag" (In Rüegg, Arthur; Von Moos, Stanislaus (eds.) : Le Corbusier before Le Corbusier: Applied Arts, Architecture, Painting, Photography, 1907 -1922 . New Haven: Yale University Press, 2002 , where he outlined Le Corbusier's relationship with Töpffer. Many facts included here spring from his research on Le Corbusier's original documents in the Fondation Le Corbusier. 2 For more information on Töpffer's life and work see: Kunzle, David: Father of the comic strip: Rodolphe Töpffer. Great Comics Artists Series. Jackson: University Press of Mississippi, 2007; Peeters, Benoît: Töpffer: L'invention de la Bande Dessinée. Paris: Hermann, 1994. works that encoded many of the parameters and mechanisms which would later define the medium, progressively becoming an immensely popular form all over Europe.
In fact, Töpffer's strips, as well as his other works, attracted the attention of fellow cartoonists and intellectuals alike, including both the illustrious scientist Auguste de la Rive and the romantics, such as Balzac, or Victor Hugo 3 . They would even reach Johann Wolfgang von Goethe, who was particularly fond of them, and ultimately played a major part in Töpffer's decision to publish them 4 . Goethe (1946) (1947) (1948) (1949) (1950) (1951) (1952) . In return, Le Corbusier would reportedly tell Steinberg: "You draw like a king".
All these diversions just underline Le Corbusier's polyhedral personality, along with the omnivore nature of his approach to design, which claimed for the need of a transversal understanding of the architectural fact. Le Corbusier's architecture was at its very core, part of a transdisciplinar exploration that had its origin in a fundamental interest in all the aspects of modernity, a complex, multi-faceted era that demanded a new spirit, a 'spirit of construction and synthesis' 10 that could gather all those parts together. Architecture became, in Le
Corbusier's work, the discipline called upon to produce a true synthesis of the arts -including among those all forms of communication and technology. Along with this new understanding of the integration of the different disciplines, the modern era required the development of a new glance, a new eye capable of apprehending the rapid and multiple reality of the emerging urban world. It is in this context that we can frame Le Corbusier's interest in cinema, an urban medium whose mechanical eye, the eye of the camera, was capable of a glance that integrated time and space, thus becoming the perfect means to record and reproduce the experience of modern space epitomized by the modern city. As Georg Simmel put it, the city of the new century created in the observer a dramatic "intensification of nervous stimulation 11 ". The modern flanêur, we should add, was one that became overwhelmed by an increasingly vertical space whose complexities could only be perceived through the lapse of time. This is the scenario where the pictorial avant-garde arose, where the multiple vision of collage and cubism bred, and where Le Corbusier's own experiments with Purism evolved in the 1920s. His interest on cinema, which resulted in fruitful relationships with artists such as Eisenstein -a man with an early fascination with cartoons as well-seems to explain sufficiently, in this sense Töpffer's presence in L'Esprit Nouveau. In fact, in his article, Le Corbusier based his argumentation on Töpffer's relevance in his alleged role as a forefather of . In the suspended reality of a kindly drawing style, standing somewhere between the architectural rendering and the sketch, Le Corbusier's machine-houses overcame their previous artificiality and blended with their surroundings. Töpffer's 'ligne claire' presented itself as a tool to represent the utopian dimension of modern architecture. 19 Compare, for instance, the extensive use of (heavily edited) architectural and vehicle photographs in "Trois rappels a messieurs les architectes" (LEN nº 1), or "Des yeux qui ne voient pas... Les Paquebots" (LEN nº 8) with the ubiquity of handmade drawings in the articles of later issues, such as "Maisons en Série" (LEN nº 13). 20 Obviously, this 'ligne claire' style is not alien to the tradition of architectural representation. Even in the same period we can find examples which bear even a closer resemblance to Hergé's Tintin. Victor Bourgeois's renderings for La Cité Moderne in Berchem-Sainte-Agathe from 1922-25 are very explicit in this sense. What makes Le Corbusier's case especially relevant is his refusal to give an accurate definition of the architectural object, which rather stays in an intermediate stage of evanescence, constructed by imprecise lines and dots. Le Corbusier's drawings seem to want to retain the narrative options of the cartoon, turning the buildings into characters which, subject to multiple readings by the viewer, evolve and interweave with their environments, blending with them.
L'Esprit Nouveau and drawing: [12], [13]
Atelier Primavera des Magasins du Printemps: "Boudoir" (LEN nº 27), and "Cabinet de Travail" (LEN nº 28). [14, 15] Cartoons by Picasso in André Salmon's "Vie Anciene" (LEN nº 26). 25 " Indeed, the whole tableau seems to work mainly as a linguistic exercise where Le Corbusier tests the possibilities of the comic strip as a communication device, playing with the alliterations between the urban landscapes he represents in order to articulate a visual narrative in the mind of the reader in a more effective way than an illustrated text would. In that sense, the mechanism works, for the adjacency between the cityscapes, all represented in a similar style, conveys a certain cinematographic illusion: In the eye of the reader -the contemporary reader, at least-the changes of size, scale, and point of view read as a camera zooming in an out on an urban landscape.
This and other examples of panel grids used to frame images, or sequences of images and texts arranged on the page in order to build a discourse, are frequent and varied in Le Corbusier's production, and L'Esprit Nouveau featured several of them: The essay "Sur la Plastique", published in the first issue (LEN nº 1, 1920; 38-48) A different take on the use of the grid can be found in Le Corbusier's 'iconostatic' layout for Le Poeme de l'Angle Droit, where the different plates were thematically arranged in a series of horizontal strips. Theoretically, this arrangement was supposed to suggest a conventional left-to-right, top-to-bottom reading order; however, the juxtaposition of the strips blurred them into a bigger, encompassing grid that opened the possibilities to establishing other reading orders, or even non-sequential narratives, as some experimental comics do nowadays. The publication in book format constructed a more conventional narrative; however, the graphic proximity of the rendering style and the calligraphy provides an integration between text and image that prevents it from becoming neither an illustrated text nor a commented picture book. Here, too, words and pictures work as a whole. . Adding to the use of panels, the combination of words and pictures, generally organized in a sequence of drawings in cascade, was another favourite of Le Corbusier that can be found at every point of his career: very obviously in cinq points d'une Architecture Nouvelle, most notably in les quatre compositions, and all throughout his multiple explicative -and narrative-sketches drawn in and around his conferences.
A matter of context
Strange as they may seem from today's perspective, when Le Corbusier's figure is undetachably linked to the realm of high art, these excursions into the popular, the lowcult, the lesser forms of expression, were just a natural response to the zeitgeist of the time, and help illustrate the unprejudiced interest that the new forms of visual narrative arose in the artistic world. If Goethe had enjoyed Tópffer's early proto-comics (or proto-comic strips), the avant-garde certainly did not disregard the power of the newly-born form. Working in a moment where comics, heir to the tradition of the satirical press, were not firmly encoded as a medium for children yet, artists such as Pablo Picasso, George Grosz, or the surrealists 27 , were great admirers of 'the funnies', while Glass, 1915-23; Coffee Mill, 1911) , and Francis Picabia (Ici, c'est ici Stieglitz, foi et amour, 1915) were producing at that point. This affinity was only natural, since many painters of this generation started as 27 Sculptor David Hare, editor of the surrealist magazine VVV (New York, 1942-44) The avant-garde's relationship with comic books was old and deep, and can be tracked back almost to the origins of the medium, as pointed out by Lyonel Feininger, whose etching Kathedrale (1919) was used by Walter Gropius in the Programm des Staatlichen Bauhauses in Weimar to illustrate the 'synthesis of the arts'. Long before breaking out as a renowned painter and member of the Berliner Sezession and the German expressionist groups (Die Brüke, Der Blaue Reiter, the Novembergruppe et al), Lyonel Feininger had been a successful cartoonist and one of the pioneers of American comics, creating two comic strips, "The Kin-der-Kids" and "Wee Willie Winkie's World" 1906-7 for the Chicago Tribune that stand as landmarks in the history of the medium.
Le Corbusier was certainly aware of all the agitation that was taking place in an avant-garde scene he himself belonged to, glimpsing the potentialities of this transmediatic hybridization between mass media and art, between fine arts and popular culture. One can only imagine Le Corbusier's joy when he was given back Louis Soutter's 'illustrated' version of Une Maison, un Palais (1928) , with its pages turned into beautiful pictograms.
However, Le Corbusier's interest in graphic narrative seems to spawn less from its abilities for artistic agitation than from a search for clarity. Töpffer's strips were so valuable because of their inherent economy: they were ideal because they were the perfect vehicle to transmit a clear, distinct message; because their simple, abstract outlines could be completed in the reader's mind with all the details they lacked, not letting the latter obstruct the flux if the narrative. All these aspects are very vividly illustrated by Le Corbusier's presentation of his Ville Contemporaine (1922) in the last issue of L'Esprit Nouveau (January 1925) , where the overlap with Töpffer makes itself more evident, depicting the project was depicted in a cinematographic sequence of four panoramic panels with captions that fit in the tradition of the XIX Century 'broadsheets' where Busch's drawn stories had been gestated. were, rather than the representation of an architectural space, the representation of the perception of that space. Previously we noted how cinema, a discipline located in the intersection between technology and art and capable of gathering together image and narration, was inevitably chosen as the medium to capture and reproduce the fast experience of space that the new urban world brought about. However, the reality of the modern perception of space entailed a multiplication of the points of view which, alchemically fused in the flâneur's retina throughout time, generated a simultaneous experience of space: both the one in front of the viewer, but also those spaces perceived with the corner of the eye, and even those he just walked through, retained by retinal persistence. This is the type of perception that the avant-garde, be it via collage or cubist painting, tried to represent, introducing kaleidoscopic visions bred in the post-humanist refusal of a privileged point of view.
These are also the two modes of vision that can be identified in Le Corbusier, exemplified by his cinematic perception of the Acropolis in Athens (Vers une Architecture, 1923) , and the simultaneous perception of space depicted by the Lettre a Madame Meyer. It is in this context where the letter, a marginal document that stands somehow out -tangent at most-of the general line of Reichlin's discourse, bears, however, a pivotal role in the full understanding of the influence of purism on Le Corbusier's move towards enjambment, and shows that his disparate interests in the different media are in fact parts of a single exploration. To a certain extent, it works as a mediator between cinema and purism, and between the latter and architecture. On the one hand, with its introduction of a space-time sequence within the encompassing space of the page, the graphic narrative of the letter mediates between the substitutive sequentiality of cinema, where each moment is automatically replaced by the next one, and the simultaneity that we find in purist painting. As opposed to the temporal sequence, the letter builds a physical sequence in praesentia 39 where each individual space can be inspected in isolation, while still perceiving its connection with the rest. Thus, the concomitances between La Lettre and purism unveil a further presence in the latter's spatial juxtaposition/superimposition: Along with the multispatiality pointed out by
Reichlin, we can argue that purist paintings enclosed -in a less rhetorical way than cubist painting 40 -a multitemporal experience, becoming, like the cartoon, a still mechanism that gets activated under the effect/action of the glance of the reader. In this context, La lettre becomes especially significant because it clarifies this journey from painting to architecture by showing the encounter of Jeanneret and Le Corbusier in a medium that offered a meeting point between painting and architectural design, and between the abstraction of purism and the concretion of architectural rendering.
The spatiotemporal qualities of la Lettre a Madame Meyer become even clearer when comparing it with the pages of the comics available at the time, which had already evolved from single strips to full-tabloid pages. In this sense, the most vivid example might be the well-known plates of Thus presented, the evolution of Le Corbusier's conception of architectural space (compartmentation / promenade / enjambment) mirrored the development of the mechanics of graphic narrative (broadsheet /comic strip / comic page): The broadsheets, an ancestor of comics that had gained an increasing popularity by the eighteenth century had consisted generally of a static succession of commented scenes usually arranged within a grid. Töpffer's revolution in the 1830s was to imbue the medium with a cinematic impulse, by making them actual bandes dessinées (literally drawn strips) that captured movement and depicted spatially the lapse of time. Thus, Töpffer precluded, more than half a century before the advent of cinema, the form of the filmstrip and the very logic of the unidirectional montage of cinematography. By the 1910s, this cinematic impulse had already been expanded from the unidirectionality of the strip into the two-directional space of the page.
Beyond Purism (A Conclusion).
Beyond their interest as isolated elements of study, all these concomitances, only help underline the role that apparently minor disciplines may have in the understanding of the architectural fact. This is even more necessary when studying Le Corbusier, whose omnivorous appetite for anything related to visual culture, paired with his transversal, promiscuous understanding of architecture, makes the examination of the periphery of the discipline -of culture, even-almost obligatory. In this sense, the exploration of Le Corbusier's relationship with Töpffer, with cartoons, and, in an ampler spectrum, with the medium of comics -whose development overlapped with Jeanneret's own life-, helps complete the understanding of his relationship with the media, but even more interestingly sheds some new light on crucial aspects of his figure: his search of a certain approach to drawing, his aesthetic preferences, his use of communicational tools, and even the evolution of his conception of space. From its location within popular culture, the presence of the bande dessinée suggests a new direction that helps build the grounds where Le Corbusier's aesthetic imaginary was forged, opening up new aspects of his complex personality, and bringing in a new angle about the multi-faceted context in which modern architecture was gestated.
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